This article discusses the complexity of arts-based educational research and arts-based autoethnography and presents a concrete example of an installation tableau which investigates the regulation of the human body and human sexuality in a junior high classroom of a Roman Catholic school in the 1960s. In this article the modern abstract expressionist painter Jackson Pollock serves as an example of an artist using the unconscious to direct his work. Pollock's interest in Surrealism and Michel Foucault's discussion of the work of the Belgian Surrealist Rene Magritte figure prominently in the theoretical foundation for this article. Pollock provides a parallel to the process of the arts-based educational autoethnographer as researcher working within.
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The Educational Researcher as Artist Working Within "The source of my painting is the unconscious." Jackson Pollock (Cernuschi,1992, 1) "Like modern painters, my students and I have come to feel that we rarely need to refer to subject matter outside ourselves. We work from a different source. We work from within." William Pinar (1972, 331) "I seek out ways in which the arts can release imagination to open new perspectives, to identify alternatives. The vistas that might open, the connections that might be made, are experiential phenomenon; our encounters with the world become newly informed. When they do they offer new lenses through which to look out at and interpret the educative acts that keep human beings and their culture alive." Maxine Greene (1995, 18) "We hear the multiple voices within the contexts of our sustained collaboration, and thus recognize that 'finding voices' is not a definitive event but rather a continuous and relational process." Janet Miller (1990, x-xi) "It is not enough to place concepts in opposition to one another in order to know which is best; we must confront the field of questions to which they are an answer, so as to discover by what forces the problems transform themselves and demand the constitutions of new concepts." Gilles Deleuze (1991, 95) "The meaning of a word to me is not as exact as the meaning of a color. (Slattery, 1995) . Prior to this encounter, I had never formally studied art history, Pollock's method of drip painting, the New York School of Art, or Abstract Expressionism. Rather, calculus, physics, Latin, theology, and football dominated the classical curriculum of my all-male Roman Catholic high school in New Orleans in the late1960s. I unconsciously considered painting to be a woman's leisure pursuit-not only because the positivist patriarchal milieu of my high school mandated a hegemony of the "hard" sciences and "hard body" sports, but also because my mother was an artist, and my younger brothers and I were sometimes embarrassed by the huge life drawings of plump naked women hanging in our home. When I traveled with my classmates to the Met for that field trip in 1971, I was a cocky high school senior reluctantly tagging along on a mandatory tour of an art museum. I was not looking for Jackson Pollock, but we serendipitously found each other in a crowded gallery of the museum. There was something Even when it began with beer in the morning and ended with bourbon at night; even when its roots reached back to junior high school, or further, to an alcoholic father; even when his life dissolved, as it had several times over the last twenty years, into a series of drunken binges punctuated by hospitalization, drinking alone could not explain what was happening to Pollock.
It couldn't explain the long plaintive discussions about suicide with friends....There was something behind the drinking that was pushing at Jackson from within, tormenting him, even trying to kill him. Jackson Pollock had demons inside. (Naifeh & Smith, 1989, 1-2) With the help of Joseph Henderson, Pollock soon discovered that he could express his deeply guarded secrets in improvisational drawings. These "psychoanalytic" sketches became haunting visual metaphors of the inner life of a tortured soul. In 1943 Pollock produced a drawing titled The Guardians of the Secret 1 which typifies his symbolic style, but now he was working on large scale canvases (Varnadoe & Karmel, 1999) . Such representations presented many hazards for Pollock. Naifeh and Smith explain:
Images resonant and powerful enough to energize a painting proved also deeply threatening.
They were the very images-of devouring females, charging bulls, and ambiguous sexuality-that
Jackson needed most to suppress. Throughout his life the periods of greatest emotional upheaval were also the periods of most explicit imagery. (1989, 435) In the finished painting Guardians of the Secret two figures are apparent, one at either end of a table.
Other figures are faintly suggested, obscured beneath a profusion of shapes and colors. Naifeh and Smith contend that this painting represents a group portrait of the Pollock family at a dinner This aesthetic experience creates a context in which both the "reenchantment of art" (Gablik, 1991) and "releasing the imagination" (Greene, 1995) become possible. Such aesthetic experiences that emerge from the unconscious and move toward reenchantment, imagination, social change, and educational renewal also describe the work of "the educational researcher as artist working within."
Poststructural Notions of "Self" and "Autobiography"
Poststructural investigations problematize notions of self-formation, multicultural understandings of difference, the politics of recognition, and autobiography-as well as proposals to advance the notion of autoethnographic research. I begin this paper by reviewing the poststructural critique in order to locate this investigation of "the educational researcher as artist working within" in a postmodern philosophical context. We must understand the complexity of notions of the self and autobiography before launching an investigation into the role of the unconscious in autoethnographic educational research or in Jackson Pollock's abstract expressionist sketches and paintings.
In academe the notion of an individual subject has been called into question as these provocative themes emerge: "the disappearance of subject," "the death of individual," and "the disappearance of the author." These themes problematize modern notions of the cohesive subject and the conscious self, challenging scholars to look at the world without the disposition of textual authority and without any subjective intervention by the power of language (Foucault, 1972; Barthes, 1977; Burke, 1992) . Scholars have suggested that language forms do not assert anything; rather, language reveals the tentativeness of all discourses, universal and totalizing discourses in particular, and demonstrate the essential insufficiency of words for expressing truth. Critics of poststructuralism argue that the loss of universal rationalism and a turn toward the unreliability of the unconscious will entail the 7 loss of all ability to distinguish good from evil and the beautiful from the grotesque, which can only lead to tyranny, to anarchy, to nihilism, and to the end of civilization as we know it.
In this contested terrain we must ask: What is the self? What wisdom can we glean from philosophers, poets, and artists about the nature of the self? What useful information or insights can emerge from the projects of educational researchers working within? Investigations of the self have often centered on romantic notions of an ideal or perfect form, modern notions of embodied structures that define the essence of the individual person, or psychological notions of latent identity controlled by an ego or superego waiting to be gradually uncovered or healed. Some scholars propose a Hegelian dialectic to negotiate a true self. Here the self is situated between the lost and lonely individual ("The Minimal Self") or the romanticized ideal individual ("The Imperial Self") and capable of inherent narrative unity (Lasch, 1984) . Recent discourses reject these conceptions of the self and challenge scholars to either reconceptualize their understanding of the self or give up the quest for the holy grail of self awareness because the self does not exist. Working within the unconscious is another alternative.
Postmodernism views the self in terms of a multiplicity of ironic and conflicting interdependent voices that can only be understood contextually, ironically, relationally, and politically. Poststructuralism goes further and rejects the notion of the self because the search for the true and lasting self is a metaphysical dead end. While postmodernism proposes a radical eclecticism of "both/and," poststructuralism rejects the project to delimit in any way by contending that the self is "neither/nor."
The educational researcher as artist working within must engage the postmodern and poststructural philosophies in order to contextualize her or his research and release the imagination. Jackson Pollock modeled this process when he engaged Surrealism, the psychoanalytic aesthetic manifesto of the early 8 twentieth century, to conceptualize his aesthetic vision. Foucault (1982) comments on Magritte's painting in the book This is not a Pipe on three levels: First, the drawing that you recognize as a pipe is not substantially bound to nor does it cover the same material as "a pipe," that is, the word from your language made up of pronounceable sounds that translate the letters you are reading as pipe; Second, "this," meaning the statement arranging itself beneath your eyes in a line of discontinuous elements, of which "this" is both signifier and the first word, is neither equal nor could substitute for nor adequately represent "a pipe," that is an object whose possible rendering can be seen above the text because it is inaccessible to any name; Third, "this" as understood as the entire assemblage of the written statement and the drawn text is not compatible with "a pipe."
Foucault's deconstruction of Magritte's painting parallels my deconstruction of traditional notions of the self in order to reconceptualize the educational researcher as artist working within. When I reject a unifying rational narrative in favor of the complexity and multiplicity of the unconscious and conclude, in the spirit of Magritte, that "This is Not a Self" I am asserting three possible levels of irony: First, this physical assemblage of chemicals in a three dimensional form does not constitute "a self," a unique spiritual, emotional, biological, and psychological entity that is irreducible to a mere physical form;
Second, "this," meaning a logical or rational statement about the nature of the self cannot constitute the meaning of "the self," for to so describe would delimit and obfuscate the complexity of the whole being;
Third, the dual assemblage of both our physical entity and the attempt to construct the spiritual and psychological dimensions of this assemblage together cannot constitute "a self," for in the construction a new self does not emerge. Must we now conclude that there is no self? Is the reconstitution of the notion of self possible? Are there multiple interrelated selves? What is the "self" that is excavated and expressed by the educational researcher as artist working within? Let us explore further.
To study the self is "to forget the self" (Buksbazen, 1977) . To forget the self is to detach oneself from nature and at the same time to be enlightened by all things in nature. This paradox is the heart of Zen. The way of Zen is a way to an end, but there is no end. The way is an end in and of itself. It is precisely such efforts to "free" oneself from oneself that makes one's work one's own; one finds who one has been by always getting away from oneself.
In This is not a Pipe, Foucault (1983) pictures this process as an exercise of disengaging himself from himself in his "fragments of an autobiography," through "writings" that try to alter his way of seeing things. Foucault emphasized the power of sight to subvert the homogenizing drive towards the "same" implicit in naive linguistic versions of representation. The disciplinary power of the gaze and any search for essentializing immediacy are Foucault's primary concerns. Likewise, these are my concerns as an educational researcher. In order to uncover meaningful data and enhance understanding of educational contexts, I must deconstruct the disciplinary gaze that so profoundly seeks to direct my consciousness, my life, and, in effect, the artifacts I produce as a writer, artist, and researcher. I am convinced that the demons that haunted Jackson Pollock thrived because of the disciplinary gaze.
While Pollock learned from the Surrealists the necessity of breaking free of the gaze to "work within" in his studio, the power of the gaze over the routines of his daily life was unrelenting and contributed to the trauma of his life . I have experienced the same dilemma as Pollock both in my writing and research and in my daily life, a topic I will explore in my arts-based autoethnography at the end of this paper.
Concepts of the Individual
The traditional recognition of the individual self in the West seems to be the center of society;
relationships are considered by-products of interacting individuals. Curriculum and educational practices are built around improving the minds of single individuals. However, after our immersion in existentialism, phenomenology, and structuralism during the 1960s, the notion of self and "things in themselves" were called into question. Language and the structure or systems that shape our understanding of ourselves and the world were modified. The truth about oneself has in the West been "a condition for redemption for one's sins" or as "an essential item in the condemnation of the guilty" (Foucault, 1993, 201) .
According to Lacan's revision of Freudian psychoanalysis, the subject does not think; rather 13 language thinks and speaks the subject. On Foucault's account, generic "man" only came into being as the subject of knowledge in 1800s. In Hegel, we find that a conception of subjectivity is described as developing through history towards a comprehensive self-knowledge; or a conception of history as a process through which spirit progressively comes to know itself. Subjects occupy the roles of the empirical object of knowledge, with the elevated subject-the human person-as the house or the condition of possibility for that knowledge. Foucault contends that the human person being a subject and an object of study simultaneously initiates the destabilization of structure and subject itself. And this is exactly the destabilization that Jackson Pollock visually demonstrated. It is also the (dis)juncture of arts-based autoethnographic research. The goal is to free the self from the petrified connections forced on to the self by a repressing society or normative methodologies. This is exactly the political and social project begun by Magritte and the Surrealists, a project which reached a crescendo in Jackson Pollock's Abstract Expressionism. It is thus no accident that Pollock is considered the preeminent genius of twentieth century art.
Returning to the paintings of Jackson Pollock, it is undeniable that Surrealists like Magritte were the catalysts for his Abstract Expressionist work. In 1947 the art critic Andre Breton wrote: "There are three major goals of Surrealism: the social liberation of man [sic] , his complete moral liberation, and his intellectual liberation " (Gershman, 1974, 80) . Surrealists sought freedom of thought, speech, and expression. Pollock actually applied the Surrealist philosophy directly to his painting. He was committed to the idea that the creative act is a process by which the artist defines her or his inner experiences and inner values. The finished work of art was conceived as a form analogous to the artist's inner experience of the world, which included the work itself being created. This experience is what the painting means, and this meaning is stimulated by the very act of making the painting. In sum, the form of the work evolved as the appropriate articulation of an experience that occurred because the work was being made.
Pollock began his work without any specific idea of how it would come out. During the creative process artist and medium each affected the other, so that as the work took form, its meaning emerged.
The creative act, therefore, was considered to be an ethical process during which the artist defined herself or himself by means of the actions taken in the process of painting. Thus, Pollock constantly reinvented the art of painting by relying on spontaneity to stimulate the direct expression of inner experience. However, unlike the Surrealists, Pollock also insisted on a role for conscious choice as the work progressed in order to address any compositional problem that occurred during the process of It is only when I lose contact with the painting that the result is a mess. Otherwise there is pure harmony, an easy give and take, and the painting comes out well. (cited in Chipps, 1971, 548) Likewise, this is a metaphor for the educational researcher as artist working within. My A tiny baby was wrapped tightly in a blanket. His hair was thick and black; his skin was dark.
He was sleeping soundly in a newborn crib in a doctor's office. As I entered the spacious office, the doctor-who had curly hair and resembled a principal in our district named Clauderose to greet me affectionately. We stood near the baby-my fourth child, a son named Peter Slattery. The baby boy looked beautiful, but the doctor cautiously explained that Peter was born with a strange new disease. I quickly asked the doctor, "Will he be able to hear?" The reply from the doctor was affirmative. "Yes, Peter will be able to hear and understand." I then inquired, "Will he be able to run and play and hold a job when he gets older?" "Yes, of course!" the doctor adamantly replied, but added, "Peter will not be able to speak." I cried and the doctor tried unsuccessfully to comfort me, and then he opened the New York Times to a full page advertisement devoted to this new childhood illness. I leaned forward and saw graphic photographs and diagrams of fetuses with captions explaining muteness. I was devastated. As the doctor put his arm around me, we took two steps down into an adjacent room-it was the living room of my childhood home in New Orleans. The deacon of my church greeted me in the living room; he consoled me as I wept. I regained my composure and then quoted from the Christian Bible to the doctor and the deacon: "God never tests us beyond our ability to endure."
I awoke from this dream in a cold sweat, deeply moved and profoundly disturbed. I shared the dream with my wife over breakfast, and we pondered the meaning of these strange images. We had three small children at the time, and we were actively trying to get pregnant with a fourth child. We had, in fact, already selected the name "John" in hopes of having a son. My first reaction to the dream was twofold: First, the dream was a warning that we should not have a fourth child-even though the name in the dream was Peter instead of John-because the boy would be born handicapped; Second, the doctor, deacon, and school principal in the dream represented my responsibility as a compassionate educator to be supportive of people in distress.
Over the coming months Richard taught me several Jungian concepts such as active imagining, symbolic representation, individuation, archetypes, anima and animus, collective unconscious, shadow figures, and mandola drawings (Jung, 1962; Storr, 1973 (Pinar, 1991) . His first study, "Sanity, Madness, and the School" was an effort to portray the milieu of schools by emphasizing the unseen and unspoken dimensions of life in schools and the seemingly inescapable experience of losing oneself in school. Pinar explains that much of his research is an effort to elaborate strategies for the educational researcher to work from within (1991, 245). Pinar writes "Like modern painters, my students and I have come to feel that we rarely need to refer to subject matter outside ourselves. We work from a different source.
We work from within." (1972, 331) .
Pinar links Pollock's abandonment of realism and representational painting (Rohn, 1987, 122) to his own abandonment of mainstream empirical and statistical research (Pinar, 1991, 246) .
Relinquishing realism allowed Pollock to become more self-conscious about the very process of painting and the generation of each stroke or line. Pinar compares his research to Pollock's style:
In an infinitely more primitive way, leading to an incomparably more modest result, I have explored the uses of autobiography in the effort to comprehend curriculum, devising the method of currere, which allowed [the researcher] to become more self-conscious about the "strokes"'
and "lines" etched into the personality by curricular experience (and vice versa). My point here is to suggest to you that the processes in which Pollock was engaged, processes that begin with the relinquishing of so-called realism and representation and end in abstract dynamics of color, shape, and texture, allow us to see anew and to understand anew. Such is the high purpose of art, and such is the high purpose of scholarship. (Pinar, 1991, One of the basic questions scholars are now raising is how we perform the magical feat of transforming the contents of our consciousness into a public form that others can understand.
The assumption that the language of the social sciences-propositional language and numberare the exclusive agents of meaning is becoming increasingly problematic, and as a result, we are These multiple approaches to educational research in the realm of the visual, literary, psychoanalytic, musical, and theatrical must be encouraged and legitimated not just in the academy but also in research practices in classrooms and in schools. Traditional social science research can be no more or less rigorous, insightful, or useful than informed eclectic postmodern alternatives such as arts-based autoethnography. Novellas, plays, musical compositions, film documentaries, narratives, allegories, paradigm parables, portraitures, readers theater, art installations, and multimedia projects are often an integral forms of research and data representation (Diamond and Mullen, 1999 Eisner (1994) calls "structural corroboration"-the interpretation of data corroborated by the way in which all artifacts support one another consensually-and "referential adequacy"-a phenomenological experience of the object of study in a new, more adequate way (pp.
236-42).
Laurel Richardson (1994) argues that the debates about contemporary educational research and multiple forms of data representation emerge from postmodern theory:
The core of postmodernism is the doubt that any method or theory, discourse or genre, tradition or novelty, has a universal and general claim as the "right" or privileged form of authoritative objectivity, contending instead that we can come to understanding through experiences that evoke rather than simply represent and replicate.
Jipson and Paley (1997) write, "As forms of this newer kind of practice continue to erupt in multiple ways, in multiple locations, for multiple reasons, inside and outside the grids of defined research categories, the sphere of scholarly inquiry has become an extraordinary animated site for a diverse and experimental analytic production by a number of thinkers not hesitant to situate inquiry in a vaster epistemological space" (p. 3). Tierney and Lincoln (1997) contend that we must provide such multiple forms of data representation for multiple audiences because "multiple texts, directed toward research, policy, social change efforts, or public intellectual needs...may better represent both the complexity of the lives we study, and the lives we lead as academics and private persons" (p. xi). They conclude that "how we present our work, and to whom, is more up for grabs today than at any other time in this century" (p. vii). Postmodern discourses contribute to our understanding of the multiplicity, complexity, and ongoing paradigm struggle in educational research. Additionally, in recent years there has been a significant focus on the way that ethnography is a joint production between researcher and field participants (Ellis and Bochner, 1996) . This has led ethnographers to write about the ways that we make sense of and reflect on our own experiences, interactions, and positions in the field (Coffey, 1999, 115) . It is this attention to the "self" of the ethnographer that has validated personal narratives and autobiographies as an accepted means for exploring the identity negotiations of participant and field researcher (Coffey, 1999) Arts-based autoethnography takes this two steps further: first, by making the participant and field researcher a unified whole; and second, by encouraging engagement with the unconscious.
I have often been asked by colleagues and students to explain why I take the risks involved in working within to develop arts-based forms of research representation. The risks they identify include gratuitous self-indulgence, the unreliability and inaccessibility of the unconscious, embarrassing selfexposure, alienation from mainstream social science researchers and their grant money, ridicule among peers, tenure and promotion concerns, and lack of rigorous scientific standards to evaluate arts-based autoethnography. I share some of their concerns and continue to work with colleagues in the arts-based educational research community and Jungian scholars to address many of these issues. There are no simple answers to these complex problems. However, my study of postmodernism, poststructuralism, arts-based research, and identity politics compels me to pursue autoethnography. The psychological inertia and status quo socio-political injustices that result from too much "safe" research is a far greater am doing" (Chipps, 1971, 548) . Only after the tableau was completed could others respond to it and possibly construct a didactic purpose. Since regulation of the body continues to impact students in schools today, it is imperative that teachers and researchers investigate regulation of the body and experiences of sexuality. One way to do this is through traditional social science projects that quantify and codify such experiences for the purpose of exposing generalizations about sexuality in schools and curricular material. Another approach is to provide thick descriptions in case studies of individual students. However, in this arts-based installation, I take another approach by using the lessons of Pollock, Jung, and autoethnographers to work within to research bodily regulation in schools and classrooms. The unconscious is the place of my research, but expanded discourse about spirituality, sexuality, social justice, and school curriculum are also my goals. Foucault's notion of governmentality informs my work as I come to understand the ways that my body was regulated by catechisms, priests, and nuns that bombarded my consciousness with notions of celibacy, purity, heteronormativity, virginity, chastity, and the like.
Foucault on Regulation and Governmentality
Theoretical support for this work comes from Foucault's notion of regulation and governmentality (1972a, 1972b, 1975, 1977, 1978) . Foucault (1983) writes that power works through language, and that language not only describes and defines human beings but also creates institutions to regulate and govern human beings. Literally, power is inscribed in our bodies and language governs our mentality. [As we will investigate below, the images in my autoethnography installation tableau emerge from the unconscious and evoke such an understanding of bodily regulation in
classrooms.] Since the social sciences categorize people into "normal" and "abnormal," Foucault was interested in finding out historically what constituted madness, criminality, perverted sexuality, and illness. Many modern philosophers from Kant to the present have assumed that "normal" and "ethical"
are universal concepts that have remained static over time. Foucault disagreed. He examined historical documents in order to deconstruct this assumption. He found that definitions of normal and the treatment of abnormal persons have varied over time and place. The "abnormal" was understood historically only through the ideas of the "normal." In other words, "normal" people became obsessed with studying and controlling the "abnormal" people and eventually begin to regulate and govern the abnormal people using their power to control.
In studying Foucault, I began to recognize the ways that I had been constructed as an object of such regulation and governmentality in my adolescent classrooms, especially concerning issues of sexuality. While the exploration of the effects of such regulation might be effectively explicated using quantitative statistical methodologies, qualitative case studies, or traditional ethnographies, the researcher as artist working within explores the autobiographical context of her or his lived experience first and then allows the unconscious to direct the creation of an aesthetic text that represents symbolically these experiences. Autoethnography is an attempt to disrupt notions of normalcy in research. I agree with Linda Brodkey's conclusion, "To the extent that poststructural theory narrates a story, it tells a complex story about the power of discourse(s) over the human imagination" (1996, 24).
The recovery of imagination through the complex narrative of autoethnography offers a poststructural alternative to continued regulation and governmentality of human bodies in schools and society.
In Foucault's philosophy, persons considered abnormal are silenced because they do not have the knowledge of the truth. This provides further support for the importance of the educational researcher to work within to explore the layers of prejudice, manipulation, and indoctrination that have influenced her or his cosmology. Foucault (1977) While Foucault's analysis of discipline and punishment in society deals specifically with prisons, the analysis can be applied to any institution that seeks to control those judged to be abnormal. In my autoethnographic tableau I apply these notions to regulation of the body, mandatory chastity, the preference for celibacy in the priesthood or religious community, and unquestioned heteronormativity in my Catholic school classrooms. The art work itself is a construction of a tableau with the juxtaposition of symbols that flow from my unconscious. Some symbols are carefully and purposely incorporated into the tableau, but only after they resonate with the unconscious work within. However, they can only be understood in the context of the multiple layers of meaning in the entire work of art (Foucault, 1983) .
Jackson Pollock used this process as he incorporated symbols from mythology, native In my art installation I look specifically at the normalization and regulation of sexuality in a Catholic school classroom of the 1960s (Foucault, 1978 (Foucault, , 1986a (Foucault, , 1986b Ejaculations were short and spontaneous prayerful outbursts like "Jesus I love you" or "Jesus, Mary, and Joseph protect me." Ejaculations were particularly recommended by the nuns in times of temptation. The gravest temptations were "impure thoughts" which could lead to the deadly sins of touching one's body, masturbation, orgasm, or sexual intercourse.
The Catechism displayed in the tableau pictures angelic celibate priests and nuns with the word "best" inscribed under the drawing. A devout and pure married couple is identified as "better." A single eunuch is labeled "good." Good, better, and best represented holy lifestyles. However, the unmistakable message was that a sexless celibate life was clearly superior-preferred by God and the nuns. Of course, same sex relationships and homosexuality were not even options open for discussion.
The Baltimore Catechism, still in use today in some Catholic schools, outlines the prescription: "The doctrine of the excellence of virginity and of celibacy, and of their superiority over the married state, was revealed by our Holy Redeemer, so too was it defined as a dogma of divine faith by the holy council of 31 Trent" (Confraternity of Christian Doctrine, 1962, 103 The spiritual bouquet contained a numerical listing of prayers to be offered for the recipient. The greater the quantity of prayers offered, the greater the implied religious fervor of the student. My classmates and I always felt compelled-both in the overt religious instruction and the subliminal suggestions of our conscience-to offer as many prayers as possible. This would not only demonstrate holiness and piety, but also our efforts to save the souls in purgatory who needed our prayers to escape to heaven. Each prayer was assigned a numerical indulgence that reduced time spent in Purgatory by deceased souls.
The most highly recommended prayers were rosaries and communions at Mass which provided maximum indulgences for the recipient of the spiritual bouquet and/or "the poor souls in purgatory."
However these prayers were time consuming and laborious. The Religious Sisters of Mercy were my teachers in New Orleans. I was never physically or verbally reprimanded by the nuns-probably because I was a compliant student with an angelic attitude.
However, underneath my facade of purity, perfection, and piety was adolescent confusion and guilt which began during puberty. [There are many interesting parallels to Jackson Pollock's inner demons and the manifestation of his complex and at times conflicted sexuality in his sketches and paintings. 5 ]
While sexuality was never overtly discussed in my school or home, the hidden message that governed my thinking was that sex was sinful. My Baltimore Catechism again: "The sixth commandment of God is Thou shalt not commit adultery. The sixth commandment forbids all impurity and immodesty in words, looks, and actions whether alone or with others. Examples of this would be touching one's own body or that of another without necessity simply to satisfy sinful curiosity, impure conversations, dirty jokes, looking at bad pictures, undue familiarity with the opposite sex" (Confraternity, 1962, 125 The impression that sex was evil and touching the body sinful was reinforced by the fact that the body was always covered in my Catholic school-the nuns only exposed their faces and hands, girls covered their heads with veils, and modest dress was demanded at all times. In the classroom we were taught to avoid "impure thoughts" by praying ejaculations. However, I often fantasized about bodies and sex as I sat in my junior high school desk. The images from playboy and playgirl magazines in the tableau foreground my fantasies of the human body as an adolescent student, albeit covered with white hosts-the body of Jesus-to protect me from my impure thoughts. The pubescent male is constantly aware of his body with spontaneous erections and sexual fantasies. Efforts to control and regulate the body through prayer may have sublimated sexual arousal temporarily, but the religious manta was seldom successful.
In this tableau installation I have covered the genitals and explicit eroticism of the photographs with the symbolic body of Jesus-communion wafers. There are layers of meaning: the unconsecrated non-body of Jesus covers the impure erotic body images in the photographs; the body-less memory of the student who once sat in this now empty desk re-members suppressed erotic bodily experiences; the bodily re-membering is done under the watchful eye of Virgin Mary who is holding the limp body of Jesus; Mary, whose body was taken into heaven as celebrated on the Assumption, models virginity and purity as she watches over the school desk like the nuns of my 1960s Catholic schooling.
In this autoethnography tableau the viewer enters the bodily experience as voyeur. The viewer may be tempted to move the communion wafers from the photograph of the naked male and female bodies-either physically or in fantasy-to view the genitals. This may even cause the viewer to experience some level of arousal. However, like the adolescent student, this arousal must be quickly suppressed in the public space of the art gallery. This parallels the experience of students who sit in desks trying to control fantasies for fear that an erection or flush face will be publically noticed. Many adolescent males hide their uncontrollable erection by covering it with a book, shirttail, or sweater. This installation is a construction and re-construction of memories of my body in junior high classrooms. I collected artifacts from scrapbooks, yearbooks, and family closets. I also imagined furniture and icons which I searched for in antique stores and junk yards. I worked within to reconstruct images from my unconscious, while remembering Jackson Pollock's admonition that the creative process also involves consciousness of the overall effect of the piece. While the symbols are particular to my Catholic school experience, I believe that the issues I raise in this installation are applicable to many students. Repression of the body, sexual fantasies, uncontrollable sexual responses, and guilt and anxiety about sexuality are all a part of the educational experience of students who sit in school desks.
Since there is no student seated in the desk in this installation-only the reminder of my presence with the plaster casts of my hands and my actual hand prints from a first grade art project-the viewer is reminded of the absence of the body and the attempt to repress sexuality in the school curriculum.
The hidden curriculum of the body has a powerful impact on the lived experience of students.
These early life experiences, according to Jungian and other psychologies, emerge from the unconscious and affect our relationships and our education in multiple ways for our entire life. I have worked as an adult to (re)member my body with my spirit, my sexuality with my spirituality, and my fantasies with my imagination. I have concluded that the only way to avoid the hopelessness of my father's suicide and Jackson Pollock's alcoholism and depression is to remember wholistically, to live with my whole body, and to take the power of my body back from those who regulated it-including the governmentality by my own conscious and unconscious actions (Foucault, 1978 (Foucault, , 1986a (Foucault, , 1986b . This autoethnographic arts-based research tableau is an ongoing project to (re)member teaching and learning with the whole body. Autoethnography has the power to evoke memories and elicit insights that contribute to our understanding of students and classrooms. I believe that the educational researcher as artist working within makes an important contribution to this process.
Conclusion: Researchers Continuing the Vision of Jackson Pollock
Modern art-before its lofty ambitions were trivialized by American Pop Art-was searching for excellence and transcendence, partly in response to the hopelessness and destruction first identified in the Surrealist manifesto. Jackson Pollock and many of his contemporaries sacrificed everything, including sometimes their lives and their sanity, in a glorious attempt to make sense of a century that makes little sense in its horrific embrace of totalitarianism, materialism, and destruction. The regulation and governmentality of the body is another tragedy of modern life, particularly in the schooling process.
The excavation of arts-based autoethnographic narratives will hopefully contribute to understanding and ameliorating this tragedy. James F. Cooper (1999) offers, perhaps, a fitting conclusion and tribute to Pollock and all artists working within: "Jackson Pollock took more with him than a tortured life when he fatally crashed his automobile against a tree on Fireplace Road in East Hampton, New York. His death signaled the end of an era of courageous experimentation that made American culture alive and relevant" (1999, 7) . May educational researchers as artists working within pick up Pollock's aesthetic torch and renew such courageous experimentation in their arts-based autoethnographic work.
